Introduction
Interviewed after the German premiere of her box office sensation Bend It Like Beckham in autumn 2002, director Gurinder Chadha happily claimed that she had 'a letter from Tony Blair saying how much he loved the film. He enjoyed it especially because it represented his Britain, a very diverse, multi-cultural Britain. He also sent a House of Commons claret'. 2 Those who wonder why exactly Tony Blair should have been such an enthusiastic fan of Chadha's feature film will find ample food for thought in Rajeev Balasubramanyam's essay on 'The Rhetoric of Multiculturalism' in this volume;
Balasubramanyam interprets Britain's multiculturalism as a corporate propaganda, as the carefully calculated marketing of a brand in a New Labour image campaign which only superficially propagates cultural diversity, while in reality functioning as an instrument of social control and 'white' cultural hegemony. His reading of Bend It Like Beckham accordingly accuses Chadha of deliberate complicity with this official multi-culturalist 'Cool Britannia' ideology, by creating a fantasy-structure which celebrates Indio-British assimilation to white British standards in a deceptive feel-good comedy. 1 While we do not wish to entirely disagree with Rajeev Balasubramanyam's assessment of the ideological scope of recent Asian British mainstream cinema, we wish to complicate some of the arguments by taking a detour via questions of gender. Our starting point is that Chadha's 'bidding for the mainstream' in the larger context of Black and Asian Film 3 is inextricably entwined with a bid on the cultural capital associated with Jane Austen. This, of course, is quite hard to miss regarding her 2004 feature Bride and Prejudice, which presents us with a Bollywood-style adaptation of Jane Austen's classic romantic comedy, yet also pertains to other Asian British films after 2000. 4 What specifically interests us in this context are the concomitant gender politics in Asian British film: if films of the 1980s and 1990s such as Stephen Frears's My Beautiful Laundrette (1985) and Sammy and Rosie Get Laid (1987) (based on screenplays by Hanif Kureishi), David Attwood's Wild West (1992) , Udayan Prasad's Brothers in Trouble (1996) or Chadha's own Baji on the Beach (1996) share an interest in transgressing norms of gender and culture -be they 'Western' or 'Eastern' -, the advent of international mainstream success in the wake of Damien O'Donnell's East is East (1999, based on a screenplay by Ayub Kahn-Din) seems to come hand in hand with a retraction into the moral universe of Jane Austen's late Romantic petit bourgeoisie.
In the following, we will argue that this retraction is not exclusively explicable as catering to nostalgic fantasy-structures of mainstream Britain, or to what Paul Gilroy has termed 'postcolonial melancholia', 5 covered up in the rhetoric of multiculturalism. By contexualising Gurinder Chadha's Bride and Prejudice, we will illustrate instead that Jane Austen's outlook on gender is rather compatible with the ideologies and fantasy-structures which have been created by mainstream Bollywood films for India and its diaspora during the 1980s and 1990s. The current fashionability of Jane Austen's moral universe, we will argue, is thus not only a specifically British phenomenon, but rather presents us with a transcultural 'common moral denominator' providing the material for filmic plots which 3 See Barbara Korte and Claudia Sternberg's Bidding for the Mainstream? Black and Asian Film since the 1990s (Amsterdam and New York: Rodopi, 2004 ) for a comprehensive overview of trends and developments until 2002. 4 Her bid certainly is a timely one, as the global popularity and marketability of Jane Austen's work seems at an unprecedented high in the new millennium. In 2007, Anne Hathaway (The Devil Wears Prada) will star as Jane Austen herself in a cinematic biographical take titled Becoming Jane, while Austen's characters, and Lizzy Bennet in particular, are played by the popular sex symbols of our time; Aishwarya Rai (voted 'most beautiful miss world of all times' in 2000) was followed suit by Keira Knightley (voted 'sexiest woman in the world ' by FHM UK in 2006) Germaine Greer, 'In Praise of Jane', The Guardian, 12 March, 2007. 7 Margaret Kirkham, Jane Austen, Feminism and Fiction (New York: Methuen, 1983), p. 84. appeal today, even if many critics, including Greer, seem to posit the oppostie -or in other words: it is important to distinguish between Austen's literary oeuvre in its own context, and Jane Austen as a brand name 8 in the Austen craze since the 1990s.
We would insist that a few 'challenges' and 'circumstances' have indeed changed in the last 190 years which render part of the ideological framework of Austen's gendered universe rather incompatible with more recent feminist ideas. The most pressing and obvious point here is that even if Austen's heroines are rational, introspective and confident, the framework of their fictional biographies is firmly based on social norms of conduct and marriage. Even though Gilbert and Gubar argue that '[m]arriage is crucial because it is the only accessible form of self-definition for girls in her society', 9 and Moers points out that Austen's subject is not courtship but 'marriageship', 10 socio-cultural norms typically remain unchallenged. Social upward mobility, and, by extension, happiness, is possible for women only via marriage (the undisputed focal point of Austen's plots which are basically modelled on the generic conventions of the comedy), and any transgression against the ever-present norms of class, gender, and particularly, the bourgeois family, tend to be severely sanctioned.
The current wave of Austen adaptations on British screens really ties in, therefore, with a recent vogue of anti-feminist ideology, 11 by mediatising what we would like to call 'gender nostalgia.' 12 It forms part of a larger bestselling wave of British artists who, in 8 Sutherland, Kathryn, 'Muddying the Hem. How to Make the Great Jane Austen Movie -From Makeover to Minimalism', TLS, 13 April , 2007, pp. 20-21, (p. 20 to examine how 'marriageship' has to be conceived: 'the cautious investigation of a field of eligible males, the delicate manoeuvring to meet them, the refined outpacing of rivals, the subtle circumventing of parental power (his and hers), and the careful management, at the end of the story, which turns idle flirtation into a form offer of marriage with a good settlement for life. All this must be carried on in a way that the heroine maintains her self-respect, her moral dignity, her character as daughter, sister, friend, and neighbour, and her youth; it must be done quickly, in a year or two, before her bloom fades.
[…]. Marriageship is one of those subjects that must be read imaginatively from the woman's point of view, which here differs from that of the man' (p. 71 12 We should indicate here that we have a slightly different reading of filmic nostalgia than Slavoj Žižek, for instance, proposes. Žižek holds that nostalgia in film works on the grounds that 'we are fascinated by Paul Gilroy's words, 'affirm post Feminist responses to the country's changing structures of class, gender, and family [and] share a basic hope that the destructive process that corroded family life from within can be reversed,' among other things, 'by reconstitution of the bourgeois household'. 13 Gilroy's perspective is particularly important in this context since it shows how the resurgence of conservative gender ideology is part of a larger cultural conservatism which goes hand in hand with the discrediting and demise of a number of transnational political agendas among which feminism is only one (next to, for instance, Marxist, post-colonial or anti-racism movements). The phenomenon of gender nostalgia, Gilroy argues, is part of a larger political climate in which 'cultural nationalism, cheap patriotism, and absolute ethnicity supply the potent default settings for political identity,' 14 and in which the 19th century tends to be increasingly perceived 'as an economically, culturally and morally intact era'. 15 Gilroy speaks of 'postcolonial melancholia' in this context, of a desire to return to a purportedly intact cultural identity in a process that is wilfully forgetful, not only of the more dire realities of Victorian gender politics, but especially of the imperial atrocities of the Victorian reign. As Gilroy assesses:
Once the history of Empire became a source of discomfort, shame, and perplexity, its complexities and ambiguities were readily set aside. Rather than working trough those feelings, that unsettling history was diminished, denied, and then, if possible, actively forgotten. The resulting silence feeds an additional catastrophe: the error of imagining that postcolonial people are only unwanted alien intruders without any substantive historical, political, or cultural connections to the collective life of their fellow subjects. 16 If one attends to the nuances of Gilroy's argument, therefore, the realities of racism and cultural exclusion, particularly after 9/11 and the 2005 London bombings, and the current Austenmania on British screens, seem less unrelated than they appear at first sight. If a the gaze of the mythic "naïve" spectator, the one who was "still able to take it seriously," in other words, the one who "believes in it" for us, in place of us.' He concludes that ' [f] or that reason, our relation to [such films] is always divided, split between fascination and ironic distance: ironic distance toward its diegetic reality, fascination with the gaze' (112). What is at stake regarding the success of heritage film and gender nostalgia in Britain, it seems, is probably the exact opposite of what Žižek suggests: There is indeed, as Greer puts forth, a continuing fascination and identification with the diegetic 'realities' of gender in Austen's moral universe, while fresh, playful and ironic approaches to sex up 19th century discourse and modes of perception are permissible and invited. Chadha's Bride and Prejudice will be rather disappointed.
The reason, we would propose, why a film which is, in Homi Bhabha's sense, paradigmatically hybrid, nevertheless fails to live up to postcolonial ideals of subversion is that Bride and Prejudice deliberately evades the postcolonial logic of cultural confrontation (as expressed in centre versus periphery, coloniser versus colonised).
Instead, it seeks out global alignment and common ground between cultural norms and conventions, thereby conforming to the dominant logic of globalism, i.e. that of the market. Or in other words: Bride and Prejudice no longer desperately bids for the British mainstream, but for the British (and Euro-American), and the Diaspora, and the Indian mainstream, self-confidently catering to a number of very different veritable markets at the same time. The recipe allowing cross-over rather than local mainstream success could vaguely be described thus: 1) choose a plot structure which appeals to the popular taste of all cultural contexts; 2) avoid serious transgressions of heteronormative notions of gender and culture with regard to all contexts; 3) sublimate potential fractions between culturespecific norms in exoticist fantasies and clichés.
In view of these demands, it turns out that the nostalgic revival of Austen's work and the world of Bollywood cinema are hardly as incompatible as a first glance would suggest, but rather that they are in several respects an ingenious match. In terms of plots and their underlying gender ideologies, there are a number of similarities between Austen's tales and prototypical Bollywood films. 17 Even though one of the dominant 17 We should make clear that Bollywood is not be equated with Indian cinema, even if it is its most prominent segment. According to Rajadhyakscha, until around 1990, Bollywood roughly denoted 'popular Hindi film'; and has only more recently opened to non-Indian audience (from the beginning, however, there was a trend towards globalisation in Bollywood's catering to Diaspora audiences around the globe Wickham in a rush of teenage folly, yet it is only a few days before she and Wickham are tracked down by Darcy and Lalita (Lizzy); Darcy gives Wickham a good beating, Lalita and Lucky give him a good slap, and the matter is resolved as Lucky returns to the secure bosom of her own family. On the one hand, one might argue that this de-escalation of the affair is merely conceived to make for a happier happy ending which is required by Bollywood convention. One the other hand, of course, it avoids alienating Diaspora and Indian audiences in terms of culture and gender. After all, Johnny Wickham not only represents the bad boy of the tale, but he is also white, English, comparatively poor and lower class (being the son of Darcy's nanny and living in a house boat in London). While interracial romance in itself seriously challenges the conventions of Bollywood, interracial marriage without the redemption of economic and social improvement seems to have been too much to ask of Bride and Prejudice's Asian audience segments. Consequently, Lalita
Bashki's romance with and eventual marriage to Darcy, a white American, is the movie's only consistent transgression of norms of gender and culture.
Bride and Prejudice effectively disarms this transgression, however, through a number of redeeming elements: First, Darcy is a less problematic choice than Wickham; after all, he is a desirable millionaire and part of a respectable family in the hotel business;
and he is an American living in the glamorous world of LA rather than an ambiguous 21 British tramp based in the former imperial centre of London. Second and just as importantly, Indian audiences are made to feel good about Darcy as he is thoroughly 'reformed' by Lalita and eventually acknowledges the equality, if not superiority of Indian culture. Starting out with a great portion of, as Lalita puts it, "arrogance, pride and vanity" and expecting to find "simple, traditional and subservient" women, he encounters a woman who teaches him better. The main battle ground between Darcy and Lalita is, not surprisingly, family values. Lalita angrily responds to Darcy's qualms about arranged marriages that 'Americans think they have the answer for everything, including marriagepretty arrogant considering they have the highest divorce rate in the world', and goes on to explain that "it is more like a global dating service.' Darcy is hardly convinced at first, but over the course of the film comes to value Lalita's points; in a subchapter tellingly titled 'The Importance of Family,' he begins to truly win Lalita's affections by acknowledging his own disrupted family background ('I don't remember the last time my family got together like this'"). Bride and Prejudice thus at once caters to British gender nostalgia (paired with exoticist fantasy), counters Western notions of backwardness by reinterpreting arranged marriages in a context of 'global dating,' and confirms reservations against the corruptions of Western liberalism. Yet Darcy is not only turned into an acceptable groom by becoming a true family man; more crucially, perhaps, he also comes to accept the national(ist) metaphorical overtones of the trope of the family by learning not to interfere with the body politic of 'Mother India'. Having come to India to invest in a five star hotel complex in Goa, Lalita, as it turns out in the end, manages to talk him out of the investment by accusing him of neo-colonial interest. 'You want people to come to India without having to deal with Indians,' she admonishes, and concludes: 'I don't want you to turn India into a theme park. I thought we got rid of imperialists like you.'
Read as a meta-commentary, these statements perhaps form the most stunning moments of irony in the entire film -because of course, we are hardly presented with a 'realistic' image of either India or the US in Bride and Prejudice itself; rather, what we get is indeed a collage of 'theme park' imagery in best Bollywood fashion. If there is any sense of social realism at all, it is -as in Jane Austen's novels -firmly reserved for the middle classes, even if Mrs. Bakshi's moaning about her old house and unpaid bills strikes the viewer as slightly spoiled in view of the 'palace' which the family inhabits. Apart from a clownish toothless servant in the opulent family home, people of lower castes and classes are only shown and given a voice during dance sequences in the streets of Amritsar, where they happily sing in heavily accented English and wear colourful costumes. The film goes through a total of four Indian weddings, and the dominant image of India for Western viewers is indeed, as the DVD-cover hails, one of 'vibrant colours, fantastic musical numbers, and stunning dance routines.' Americans, of course, do not fare much better in this context. The most memorable moment of exoticist fantasy primarily created for the Indian market, presumably, is a musical sequence on an L.A. beach where Darcy and Lalita's blossoming romance is framed by the appearance, first, of a full blown gospel choir, then of a number of surfers who begin to wave their boards, and finally of a Baywatch couple running for rescue in tight red speedo gear.
Quite obviously, this deliberate accumulation of clichés owes much to a playful homage to the larger generic conventions of Bollywood and its self-consciously antirealist aesthetics. In view of her global market, Chadha makes effective use of a persistent strategy of double address; passages which cater to the exoticist and escapist fantasies of certain audience segments will simultaneously appeal to other viewers as hilarious persiflages or revealing caricatures, and vice versa. Significantly, though, the recourse to constant cliché and hyperbole alleviates viewers in either case of really having to engage with cultural otherness in any serious way; instead, cultural difference can always be readily relegated to the realm of exotic fantasy or comic laughter, and never gets in the way of the bourgeois feel-good comedy. Potential ideological conflict regarding different cultural norms -particularly with regard to gender ideology -are thus defused from the very beginning, and transcultural negotiation is really only a sexy surface phenomenon which is always carefully interrogated for veritable marketabily (as encapsulated, perhaps, in the special appearance of Black American singer Ashanti, who performs a bhangrainflected pop number at a Goa beach party). Beneath this glitzy glam transcultural surface, Bride and Prejduice tends to affirm conservative nostalgia on all sides, and retracts into cultural and national(ist) stereotypes. Female sexuality, indeed, is seen as inherently conflictual. As long as an interracial relationship is maintained, a re-union with her family seems impossible. But as soon as Heere enters a sexual relationship with her childhood friend and owner of an underground record label, Sam Khan (Christopher Simpson), she begins to rediscover her 'Indianness', presented in the film as a rather unproblematic, organic category which eventually redeems Heere of the contingencies and fragmentations of 'Western' life. The ultimate re-affirmation of her (Indian) cultural identity takes place when she is identified and defined according to her gendered role in the family: Thus Heere not only decides to take care of her old, mad father, but she also chooses Sam, whose attitudes to family and especially Heere's father are presented as more sympathetic than Jack's (Heere's boyfriend), who advises her to ultimately transgress family values. Thus the family, like in the moral universe of Bollywood or Jane Austen, eventually wins over transgression and individualism. 22 Cf. Ellen Dengel-Janic and Johanna Roering, 'Re-Imaging Shakespeare in Second Generation (2003) Bend It Like Beckham basically already shows an unwillingness to openly transgress norms of gender and culture. The gender roles in Bend It Like Beckham adhere to a strictly heteronormative matrix despite the fact that the movie's core idea is a story of transgression -that of a young Asian-British girl who wants to become a footballer. Bend It Like Beckham receives more detailed attention elsewhere in this volume, 25 and we wish to therefore only very briefly indicate how the transgressive potential of the plot is defused by strategic appeals to gender nostalgia and cultural conservatism. This concerns, first, Chadha's take on family values and agency in gendered contexts. Here, Jess's (again, Parminder K. Nagra) passion for football rather than cooking indeed presents a serious transgression against norms of gender and culture (football being a paradigmatically 'English' sport, while Jess's father is a cricketer -which is of course no less English, but has been fully appropriated by Indians) -yet it is important to note that Jess is willing and determined to heroically sacrifice her passion to please her family; eventually, it is her 23 At least on the level of story. In terms of its filmic discourse and its visual and auditory focus on the British dub and bhangra house scene (Nitin Sawhney providing the movie's soundtrack), the message is less clear cut (cf. Dengel-Janic and Roering, 'Re-Imaging Shakespeare'). 24 Sternberg, 'Gurinder Chadha in Interview', p. 246. 25 Cf. the essays by Rajeev Balasubramanyam and Sandra Heinen. father who permits her to play the all-important league final despite the fact that it is her sister's wedding day. In other words, Jess's transgression is only legitimised, in the end, by the redeeming effect of patriarchal consent.
III. Ways out of Transgression: Second Generation, Bend It Like Beckham and

Nina's Heavenly Delights
Second, Chadha obviously shied away from a more provocative presentation of the core triangular relationship between Jess, her white team mate Jules (Keira Knightly) and her coach Jo (Jonathan Rhys-Meyers). Both girls are in love with their coach, while Jules in the end steps back for Jess. As in Bride and Prejudice, the main transgression here is the interracial relationship between Jess and Jo, and again, cultural friction and conflict are defused in rather simplistic strategies of evasion -Jo is Irish rather then English, and purports to know everything about racism and being an outsider in Britain (which supposedly eliminates potential cultural friction between him and Jess). Any notion of an (interracial) sexual attraction between the two girls, by way of contrast, is negated in the filmic plot -rather, lesbian overtones are merely used for one of the main comic twists, as Jules's mother mistakes the two girls' friendship for an affair. 26 It is highly interesting to note in this context that Chadha apparently wanted a lesbian romance in Bend It Like Beckham in the beginning, but then decided to stay within heteronormative bounds.
Chadha's friend Nisha Ganatra claims that Chadha planned to have a lesbian main plot, 'but "chickened out" at the last minute for fear of offending and upsetting Indian audiences'. 27 What has originally been conceived as a queer story, quite obviously, has been very consciously domesticated to become a fairly tame Romantic comedy in view of the film's global marketability. All remaining transgressions -Jess's love of football, and of her white (Irish) coach -are toned down and eventually ratified by parental law, and even though the main marriage plot is 'incomplete', if you like, Bend it Like Beckham is hardly far beyond the normative moral universe of Jane Austen's romantic comedies. to attend her father's funeral. It gradually turns out that she escaped from an arranged marriage on her wedding day in pursuit of 'true' love, and the power of 'true love' vs.
family obligation also forms the core concern of the film. Upon her return, she finds that her father, a renowned Indian chef and two-time winner of 'The Best of the West Curry Chocolate) and counters the provocative thrust of its gender politics in a fantasy world of sensuous universalism.
IV. Conclusion: One Step Backward or One Step Beyond?
What are the tentative conclusions to be drawn from the analysis of the four films we have looked into in our discussion? We believe that it is not too far-fetched to argue that overall, the progress of Asian British film in the new millennium is marked by an unmistakeable evasion of the complexities of transcultural exchange and the ways in which notions of gender are implicated in such dynamics. We should perhaps make quite clear that this not to claim that the films fail to live up to a purportedly universal set of
Western feminist ideas; as Chandra Talpade Mohanty explicated in her seminal 'Under
Western Eyes,' to globally impose Western feminism as a universal doctrine comes with a number of severe problems, not least since it tends to lump together a range of highly diverse cultural contexts to construct the singular category of invariably oppressed 'Third World Women.' 31 Rather, our argument is that Asian British filmmakers have tended to give in to rather facile resolutions and often nostalgic fantasies of gender and culture which transcend the conflictual realities of socio-historical challenges (generally staged by focussing on central female characters).
There are two ways of assessing this phenomenon, really. Mercer's argument, meant 'that each one must necessarily bear the burden of having to authenticate and typify heterogeneous black communities' 33 in a multi-ethnic British context, recent Asian British filmmakers have clearly freed themselves from this 'burden'.
Social realism and differentiated takes on culture and gender are no longer on the top of the agenda, really, as our readings have tried to illustrate. Once confidently part of the mainstream, the next frontier is the global market, the potentialities of which have only been fully opened up for Asian British cinema by the unexpected blockbusting success of Bend It Like Beckham. As Korte and Sternberg indicate, the particular privilege of Asian British film (as opposed to Black British film) in this context is that it may draw both on the British film tradition and marketing mechanisms, but also on the booming South Indian film industry, which increasingly develops an 'interest in supporting British Asian films'. 34 Chadha's affirmation that she would 'rather make films for the multiplex crowd than for academics', and that Bend It Like Beckham was indeed her attempt 'to make the most commercial, mainstream, wide-appealing, multiplex movie [she] possibly couldwith an Indian girl in the lead', may thus indeed be interpreted as a sign of an ultimate and successful 'centering of the margin'. Asian British film makers, such a reading would suggest, single-handedly moved Asian British film from a politically overdetermined minority art to a relatively autonomous global player.
Chadha's anticipation of academic discontent shall not prevent us, though, from interrogating some of the downsides of this process. Of course, one may find the reductive perspectives on gender and culture which we have attempted to highlight in our discussion regrettable as such, and a fairly high price to pay for commercial success; it should also be mentioned, though, that such moralistic calls for artistic integrity tend to underestimate some of the institutional difficulties of political filmmaking. It is interesting to note in this context that after a (gender)politically daring film like Bhaji on the Beach (1993), cofunded by Channel 4 and 'the first mainstream feature written, directed and produced by a non-white British Woman', 35 Gurinder Chadha did not initially find funding for a second feature film in Britain, and instead produced her second feature What 's Cooking (2000) in L.A., before returning to Britain with Bend It Like Beckham. 36 What is more problematic,
